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FIG. I RETABLI 
FRENCH, EARLY FIFTEENTH CENTURY 


LENT BY MR. J]. PIERPONT MORGAN 
THE HOFNTSCHEL COLLECTION shown temporarily, beginning July tst 
: in the main hall of the Fifth Avenue 
GOTHIC SECTION Wine 
| SCULPTURI The following note has been prepared 
by the Curator of Decorative Art It 


ae Mr. |. Pierpont Morgan’s pur- embraces the sculpture of the collection 
chase of the famous Hoentschel only, the description of the furniture 


Collection of French Gothic and eight- and tapestries being reserved for the Au- 
eenth century woodwork and furniture gust number of the Bulletin 

was noted in the Bulletin for June, 1907 

Of this collection, it will be remembered, MERICA  has_ not heretofore 
Mr. Morgan presented to the Museum the 1ad the opportunity to see so 
eighteenth century section, and placed on comprehensive a collection of 
loan with the Trustees the part embrac- French Decorative Art and 


ing examples of Gothic work. Sculpture of the late Middle Ages as 1 

In order that both divisions may be now afforded by the exhibition of the 
properly displayed, a special wing has  Hoentschel Collection, lent to the Museum 
been built and will be ready for occupancy by Mr. J]. Pierpont Morgan Even in 
early in the coming year, but pending its Europe, it would be difficult, outside of 


completion, the Gothic section will be Paris, to discover a public or private 
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collection in wl the various period household fittings here are also seven 
of early French are so well repre Gobelins tapestries, which, in conjunct- 
ented ion with the older Burgundian tapestries 
Ihe develop t of the art of sculpture — presented to the Museum by Mr. Morgan, 
portray the art of the North French and 

Flemish weavers during the best period 
from the fifteenth until the middle of the 
sixteenth century—from its beginnings in 
\rras at the time of the Burgundian 





FIG. 2. MADONNA 

FRENCH, ROMANESQUI SECOND HALF Ol 
IWELFTH CENTURY 

can be followed from the twelfth to the 


sixteenth centuries, and one observes how 
French taste and 


fe 


French vivacity 


mani 


ted themselves even in the he form 


iV) 


of the Middle Ages. Furniture is repre- 
sented in nearly all its branches, from the 
massive church furnishings to the smaller 


130 


to the Renaissance products of 
showing the French influence 
The predominance in the collection of 
the art of t fifteenth century (late 
Gothic) is due to the fact that only in the 
late Middle Ages did the art of furniture 
and reach a 


opment 


dominion, 


Brussels, 


he 


ry-making free devel- 
d 
the domination of architecture, especially 
form of wood- 
adapts itself better to 
exhibition purposes than the semi-architec- 
tural the early Middle Ages. 


Phe exhibition is as far as possible chron 


tapest 
sculpture liberate itself from 


an 


more portable 


in its 
carving, which 
sculptures ol 
ologically arranged but works of special 
ch Biron Monument 
sculptures, and the large choir 
stalls the been 
given central places 
furniture 

harmoniously throughout the hall, the im- 
against the 
which, three 


Sul 
u 


interest, as the 


| 
the 


among 


among woodwork, have 
he larger pieces of 
were necessarily distributed 
portant pieces being placed 
wallin one of the six alcoves, 
line the hall 


formed 


on either side 
The ol 
early Gothic double columns, to the right 
rouped the fourteenth cen- 
In the adjoining alcove 


entrance 1s by a row 
which 
tury sculptures 
several choir stalls and Burgundian sculp- 
mostly products of the early part 
of the fifteenth century, surround a 
statue of the Virgin in the style of 
Sluter. 


I 


are g 


f 
oO! v 


ures, 
Stone 
Claus 


} 


le room 





which 


tapestries 


at the end of the hall, 
is hung with Burgundian 
presenting the Seven Sacraments, 

tains sculptures illustrating the transi- 
tion from Gothic to Renaissance arranged 
around a central group composed of the 
Entombment from the Biron Monument 
and [hese works are 


— 
con- 


the Pieta 
all of French origin, the smaller German 
and Dutch carvings being assembled in 
the two last 


near-by 


alcoves on the left side 
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let us consider for a moment some of 
the individual pieces of this collection 
which may be classified under the heads 
of (1) Sculpture, (2) Architectural De- 
tails and Furniture, and (3) Tapestries 





and Textiles. 

(1) Scucprures: From the earliest per- 
iod of French monumental sculpture, that 
of the splendid carvings of Arles, Chartres 
and Saint-Denis, dates a Madonna En- 
throned, (fig. 2). Works of this period in 
their severe composition can only be prop- 
erly appreciated in an appropriate archi- 
tectural setting and very few have found 
their way into museums. Only in the 
louvre is a similar statue to be found. 
If the conception is somewhat constrained, 
it is also majestic and dignified, to a point 
not attained by the more worldly con- 
ceptions of a later period. Almost op- 
posed to this is the art of the Gothic 
sculptor—illustrated by two Madonnas 
carved in wood, the one standing the 
other sitting, (fig. 3,) dating from the four- 
teenth century. The portrayal has lost 
its earlier austerity, and the Madonna ts 





represented bending graciously forward 
playing smilingly with the Child. But 
here, too, while the art is already tinged 
with a certain worldliness, it is still unreal, 
and governed by a noble tradition. 

lo break through this tradition and 
establish in its place a highly individual 
almost modern conception was the achiev- 
ment of the Burgundian sculptor, Claus 
Sluter, one of the greatest masters of all 
time, whose works date from about 1400. 
Very similar to his work is a sandstone 
Madonna, originally painted and gilded, 
(fig. 4). Comparing it with the famous 
Madonna in the Abbey of the Chartreuse 
at Dijon, one finds the same nervous 
movement, the same intensity of expres- 
sion in the Mother and Child, and the same 
richness in the costumes. The concep- 
tion, that of the Mother gazing on the 
Child, her look full of sad forebodings, is 
one which Claus Sluter shared with the 
greatest sculptors of the Italian Renais- 
sance, Giovanni Pisano, Donatello and 
Michelangelo 

France, during the fifteenth and six- 
teenth centuries, could boast of no such 


striking figure as Claus Sluter, but after 
he had led the way towards a natural and 
individual style, the art of sculpture devel- 





FIG. 3 MADONNA 


FRENCH, FOURTEENTH CENTURY 


oped in a free and realistic fashion in very 
diverse directions 

Several very charming Madonna 
among them two carved in chalkstone 
show this more genre-like, intimate con 
ception of the fifteenth century They 


are reminiscent of Gothic art in the curve 
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of the figure and are already full of the 


lrench vivacity and movement 


Sluter forceful halt 


Germank pel 





MADONNA BURGUNDIAN SCHOO! 


FIG. 4 
BEGINNING OF FIFTEENTH CENTURY 


ATELIER OF CLAUS SLUTER 


onality was counterbalanced at the end 


of the fifteenth century by the mild har- 


monious work of Michel Colombe and the 


MUSEUM OF ARI 


School of Tours [he collection 1s es 
pecially rich in examples of the art of this 
period Not only 


Biron Monument one of its most famous 


does it possess in the 


masterpieces, but splendid single statues 
such as the large Madonna with the Child 
the Saint George, (fig. 5), the Saint Martin, 
the Childhood of the Virgin, and the Saint 
Catherine, completely illustrate its devel- 
these works are character- 


restraint 


opment \| 


ized by quiet a simple con- 


formation already showing the influence 
of the 


childish sweetness of expression 


talian Renaissance, and an almost 


lo realize how much more forceful and 


{ 


realistic the art of sculpture had become 
without 
flexibility, one 
works with the pure Gothic productions 
of the fourteenth or early fifteenth century 
as the fine Saint John the Baptist 
from the Isle de Apostle 
Relief with its charming lines (fig. 1 

polished and 
certain differentiate 
almost in the manner of caricatures by 


sacrificing any of its grace and 


should compare these 


such 
rance, or the 
gracious art 


themselves 


From. this 
Warks 


their long-drawn-out bodies, meagre limbs 
and grimacing faces. Of these are a se- 
quence of Apostles and a standing Ma- 
donna and Child, in sandstone 
works, which are doubtless from Northern 
France, show the Flemish influence which 
as the Italian, is traceable in the 
sixteenth century. If we compare these 
with the Flemish groups, dating from 
1520 fragments of several 
wooden altars depicting the Passion, which 


These 


as well 


1530 large 
have similarly distorted figures, we find 
the origin of that eccentric school, espe- 
(Antwerp, which 
appearance in 


cially in Brussels and in 
simultaneously made its 
the art of painting with the 
‘Herri met de_ Bles 
better side of the Flemish temperament, 


SOrc alled 


masters The 


always rather prone to exaggeration 
is depicted in some earlier figures dating 
from 1500-1510—a Saint Anna, a Holy 


Family in a Shrine, and a Mary Magda- 
lene; works tull of a freshness and ani- 
mation, which, when placed beside sculp- 
tures of the French School, seem to be- 
long to a rude and vounger civilization 

It is only of late vears that an attempt 
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has been made to differentiate Dutch sculptors of the late Middle Ages is de- 
from Flemish sculptures, from which _ picted in an expressive South German re- 
they diverge in their somewhat ponderous _ lief illustrating the Annunciation, in a 


and earnest manner. Typical examples fragment representing the Marriage in 
of this school are the St. Anna, Virgin Cana, of the School of Tilman Riemen- 
and Child, and a female Saint with a Lec- schneider, and in two female saints, 
tern, also a delightful Holy Family sur- dating from 1530, which in their some- 
rounded by Angels what exuberant lines already show 
Finally the somewhat detailed but traces of the influence of Venice on the 
naive and cheerful art of the German  Suabian School Ww. \ 





FIG. 5. SAINT GEORGE (7) 


FRENCH, SCHOOL OF MICHEL COLOMBI 
EARLY SIXTEENTH CENTURY 










THE ENTOMBMENT 
FRENCH, END OF FIFTEENTH CENTURY. FROM THE CHATEAU DE BIRON 


LENT BY MR, J]. PIERPONT MORGAN 
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‘ SCULPTURES FROM THE CHATEAIL fris, March 1904, and nothing remair 
DE BIRON to be added t hi masterly exp hon 
but it may be well to extract from it for 


the readers of the Bulleti the « entia 


points of his analysis and to an 
by a comparison with other works of a 
kindred nature, though for our precise 
knowledge of these we are indebted t he 
ame authors work on Michel Colombe 
Biron 1s. situated n the border of 
Périgord and the Agenai lhe Chateau 
Ss it stands date fron t reconstruction 


after 1444 when it was destroyed by the 
English troops Pons de Gontaut, who 
was Seigneur de Biron towards the clos« 
of the fifteenth 
Charles VIII in his ill-planned expedition 


into. Italy While in Rome Por op 


tained from Alexander Borgia a il] 
permitting him to found a private chapel 
dedicated to Noétre-Dame-de-Pitié rer 
Biron On hi return ne constructed 
two churches one ver the other he 
lower church was to be used as parish 


church, the upper was the private and 
funerary chapel of the famil lhe 


chapel was dedicated in 1524, the year 
of Pons’s death Ihe sculptures of thi 
chapel consisted of (1), the Nétre-Dam« 
de-Pitié with Pons de Gontaut and 

brother Armand de Gontaut, Bishop of 


Sarlat, kneeling in praver on either side 


(2), The Deposition, a group of seven 
figures standing around the tomb int 
which the body of the dead Christ 

being lowered ; the tomb of Pons de 


Gontaut 4 the tomb of Armand de 
Gontaut 





Since they form no part of the recent 
accession, the last two monuments need 
SAINT JOHN —? ae 3 
not concern us excep note tna } 
DETAIL FROM THE ENTOMBMENT them the Italianizing influence whi 


already apparent in the Depositior 
11TH the loan tothe Museum, much more marked and that _ the 
by Mr Morgan, of the sculp- clearly ta sligl tiv tater date 
tures from the Chapel of The N6étre-Dame-de-Pitié, is the ear 
the Chateau de Biron, one est of all lhe figure of the Virgin and 


; phase and that a most Important one the dead Christ follow ne raditior 





of French sculpture will be represented lines of fifteenth century French rendet 
by a great and typical masterpiece ings of the theme [he subject was in 

These sculptures have been already deed one that thirteenth and fourteenth 
described by Mr. Paul Vitry, the greatest century French sculpture rarely treated 
living authority on the subject, in Les and it was only with the rise « 
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realism at Dijon, about th 
that the full possibilities of 
ting moti of Christian 
ealized 


d ie la 
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Sluter 


rgely, as 
Inspiratie 
left its 


upon French 


of Pit 


VY execute 
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France, 


gundian point 
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heavy 
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e year 1400, 
this culmina- 
pathos were 


CENTR 


TAIL FROM 1 


which was 


ure at least 


a vreat genius, Claus 


impress for a 


d 


ol 


full century 


Even in this Madonna 


In 


centu 
hundreds 


f 
oO! 


the closing years ot 


rv in southwestern 


miles fre 


Anjou, we 
iters personal charac 


eged, almost 
still 
Virgin S drapery which 
idea 


hrist and 
folds of t 
ize the 


with griet 


he 


hal 


a 


har sh 
more In 


of a figt 
manner 


ym the Bur- 
find many 
teristics In 


realism of the 
the massive, 


ire weighed 


akin to that 





Al 
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shown in Sluter’s celebrated ‘‘Mourners.”’ 
Ihe kneeling figures being portraits, are 


less marked in style, but even here some- 


thine of the Burgundian tradition 


F 
t 


ry 


St. 2 Anal 


GROUP 


ENTOMBMENT 


discernible in the proportions and the 


draperies The treatment of this Pieta ts 
still entirely indigenous, there are no 
traces here of the more conscious re- 


search for suavity of form and mythical 
composition which the Italians had al- 
eady developed. This is evident in 
the strictly literal rendering of the rela- 
tive proportions of the figure of Christ 
to that of the Virgin and the consequent 
want of harmony in the lines of the two 
hgures The subject was one~ which 
presented extraordinary difficulties to 
any artist who sought for grandeur of 
style and one has only to look for a mo 


1s 
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aborate science of design 





ment at the e 
with which Michelangelo approached it 
in the Pieta in St. Peters or still more 
in the late Rondanini and Florentine 
versions to recognize how innecent our 
unknown French sculptor was alike of 
the difficulties and the possibilities of 
the theme 

But for all its imperfections from the 
point of view of great and impressive 
composition, our artist has sufficient 
command of gesture, of facial expression 
and above all, sufficient intensity and 
sincerity of feeling to create a very touch- 
ing and tender conception of this supreme 
moment. There is moreover in_ this, 
an absence of all forced and theatrical 
dramatic effects, which makes it essen- 
tially finer and nobler than such brilliant 
Italian contemporary versions as those 
of Guido Mazzoni and Giovanni della 
Robbia. 

When we pass from this Pieta treated 
with all its native raciness and naiveté 
to the great group of the Entombment, 
we recognize that in the few years which 
have intervened between the execution 
of the two, a change has just begun to 
make itself felt, a change that was des- 
tined all too soon to destroy the great 
native tradition of French art and leave 
in its place a sterile hybrid manner 

But before going into details of style, 
we must consider the nature and purpose 
of such compositions as this of the en- 
tombment 

ven to this day in some parts of Italy 
and Sicily, certain scenes of the life of 
Christ are enacted by means of images 
The best known of such scenes is the 
Presepio or Nativity represented by 
figures sometimes of life size, sometimes 
smaller, set in a background in which 
the Stable at Bethlehem is represented, 
often with elaborate realism \t Easter 
a modified representation of the burial 
of Christ is also carried out. The image 
representing the dead body being fre 
quently carried from one church to 
another throughout the whole district 
and deposited in a tomb in one of the 
churches till Easter Sunday In English 
Parish churches, it was not unusual to 


construct especially for such enactment 

so called “Easter Sepulchers’’ set in the 
wall of the chancel near the altar. One 
cannot doubt that the extremely reali: 





MARY MAGDALEN 


DETAIL FROM THE ENTOMBME? 


tic Entombments of which the Biron 
sculpture is so remarkable an exampl 
were based on such commemorative 


re-enactments of the burial of Christ 

As M. Emil Male has conclusively 
shown, many motives in later Goth 
art are direct transcripts from the relig 
ious drama of the day and in these en 


tombments the urlou completene 
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STIC meiodrama 


ady to anticipate the worst 


excesses olf neteenth century art and, 


Spite 


nl 
skill, 
noble or 
In 


DOSSI- 


of his 


in extraordinary we 
cannot Mazzoni’s as a 
elevating of the 
Spain this tendency was carried, if 
ble, still further in 
tury by like Pedro Roldan 
to 
great 
Christ, 
by 


count 
conception theme 
the succeeding cen 
artists 
France, we find the 
sculptured 
at 
Jean 


Returning now 
first of 
around 
The 
and Georges 
in| comparison 
betrays the 
tween the realism of Flemish, 


these 
the 
Worl k 


groups 
lonnerre 
Michel 


and 


dead 
executed 
de la Sonnette 


with 


Was 
IN 1453, 
Mazzoni’s pomp, 
difference b 
Burgundian 
Italy 


characteristic e- 


and French art and that of There 
is the same detailed realism in costumes 
and types but far less attempt at drama- 
force and unity in the 
the group, 

In the next important treatment of 
the theme that was executed at Solesmes 
come to the 
Here the movement is more 
marked the of 
more complete, but it is not in the direc- 
tion ol 
theatrical display of grief as in Mazzoni 


but 


1c 
ol 


composition 


in very near Biron 


sculptures 


and 


1496, we 


expression feeling 


vehement action and external 


and the Spaniards, towards a quiet 
this idea 


invention 


Is 
ol 
who places the Mag- 


and 
masterly 


contemplative 
by 


sorrow, 
rendered a 
the unknown artist 
dalen seated in front of the tomb, 
Wrapt in mournful memories of her Mas- 


ters death, that she forgets even to gaze 


SO 


126 


>) 
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with her mpanions at the dead body 


Lf 


her 


peside 


Th 


. nint 
Ne SCUIDPTUT 


ure 


be 


ol 


Solesmes must 
culminating point 
art. Even Michel 


whose is always 


at 


regarded as the 
pha : | 


ec Ol French 


rtist name 
never n 


( 
the autl 


4 


Is period 
and 


Vthing finer, or 
follows 


In- 


sculptures, while he 
tradition 
sentiment, does 
surprising beauty 
seated Magdalen 
Nor has he quite 


1 expressive gesture shown 


similar and 1s 
the same not 
the 


the 


attain to 
e ol 
in the Solesn 


les group 


the command « 
the w 


whose bod 


In oman 


to the right, at Solesmes, 


vy is bent as 


though 
but with the head 


turning 
scene, 


away from the 
reverted with a lingering look of fixed 
sadness 

One must suppose that the Biron sculp 
from the focus 
which by this time 
Loire and at Moulins, had 
provincial simplicity in 
ail’ that, 1 
to the 


Solesmes sculpture, 


far 


tradition 


working so awa\ 
the 
something of a 
But 
I must 
beauty the 
remains one of the most important 
most beautiful expressions of 
art just at the moment before it 
individuality Italian 
the moment when with great sculptors 
painters like 


fol our 


vield 


| 
nis 


manner 
nonument supreme 

it 
and 


French 


1 
Oo! 


lost its 


under influence, at 
1e 
like Colombe and_= great 
lean Perréal it promised a development 
comparable to that of Italy itself. 

In comparing the Entombment with 
the Pieta, we notice, as | have said, a 
light change of style. The draperies are 
decidedly less massive and voluminous, 
the modeling harsh and 
the expressions of the faces more tender 
the 


Ss on 


is less severe, 


sentimental, although 
composition still remains almost archai- 
cally naive and lacks any single rhythmic 


and more 


motive to unite the figures. This change 
to thinner draperies and more softened 
forms is precisely that which marks the 
early years of the sixteenth century in 
French sculpture and although, as we 
shall see, there are here, too, traces of the 
Italian ideas, this particular 


influx of 


change was probably determined already 
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by the normal evolution of the native 
tyle. Indeed, to a surprising extent 
these figures still retain something of the 


impress Which Claus Sluter's genius gave 
to fifteenth century French sculpture 
his is particularly noticeable in the 
fiyures of Joseph of Arimathea and Nico- 
One 1 modification of 


demus wears 


the peculiar high head-dress with turned 
up borders which we find in the prophets 
Puits de Moise a and in 


t Dijon 
both the costuine shows but little varia- 


ol the 
tion on Sluter’s forms 

he Italian influence is however clearly 
marked in the bas-reliefs on the Sepulcher 


itself. These represent the stories of 
Jonah and Abraham Sacrifice, both 
types of the Resurrection. Here the 


the mouldings 
stvle of the 
with that 


small pilasters as well as 
of the Sepulcher are in the 
Italian though 


provincial note which might result from 


Renaissance, 


the work being carried out by French 
sculptors from Italian designs. No less 
decidedly Italian is the curious frame of 
wooden pilasters which surrounds the 


whole composition 
Nothing is more typical 


than thi 


the French 


of the curious manner tn whic! 
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artists of the period, trained in a Gothic 
tradition began to accept the ideas of 
the Renaissance, applying classic motives 


to Gothic structures without any defi- 
nitely understood principle. One may 
suppose here that if the tradition that 


Italian sculptors were employed be cor- 
rect, sculptors were felt to be 
artists of such second-rate ability, that 
neither the general design nor the most 


these 


important part of the execution, the 
figures themselves, could be = intrusted 


that in the treatment of a 
like the tomb, their skill 
in carving and the richness of their class- 
ical arabesque ornamentation were wel- 


to them; but 


flat surface 


comed 

But whatever the reason for this odd 
admixture of inconsistent style which 
marks the beginning of the Renaissance 
in all northern countries, the whole 


effect of our monument is_ essentially 
French. It is one of the greatest ex- 
pressions of the French spirit in the art 
of sculpture at this interesting 
when it was trying to adapt the tradition 


period 


of a robust and energetic realism to the 
refined mood and tender sentimentalism 
of anew age R | | , 
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FIG. I SILK, SYRIO-EGY 





riG. 2 SILK, MOUNTED HORSEMAN SPEAR- 


ING A LION PERSO-SYRIAN, SEVENTH 
TO EIGHTH CENTURY 
MEDIAEVAL STUFFS 


N the mediaeval textiles the character 


of Oriental art unites with that of 
mediaeval Europe. It shows the 
ability to conventionalize the em- 
blems of nature with imposing effect in 
the flat, and to express in the outline a 
lofty and formal rhythm At the same 
time, the ideas of the most diverse peoples 


AN, FOURTEENTH CENTURY 


join hands in this art, so that it seems al 


most impossible to separate the character 
another. China, 


Egypt By 


istics of one from those of 
Anterior Asia 
Central Europe: the 


zantium 
these 
territcry, and 


and 
art of land 
meets here as on no other 
not for a brief period only, but for a thou 
sand years, from about the fifth to the 
fifteenth century One may judge from 
this how complicated and at the 


ame time 


interesting are the problems of the placing 
and dating of the stuffs 

Let us take a brief survey of the devel 
opment 

There are two points of departure: the 


antique Roman and the 
art lhe former is 
tic stuffs (from the 


antique Oriental 
continued in the 


fourth to the 


Cop 
eventh 
century), which, found in Egypt, were 
carried far and wide into the Roman em 
latter in the 


pire, in similar manner, the 


Sassanidian (old Persian) art (from the 


fourth to the sixth century) which followed 
the old Assyrian 
the silk industry 


enth 


[he transportation of 
from China in the sey 
century to the coast-lands of the 
Mediterranean Sea, to Syria and Byzan 
forms an dividing line 
The half-way 
way the Orient gained a strong influence in 


tlum important 


station was Persia: in thi 


the new Territory lhe Byzantine stuff 


(seventh to tenth centuries) show in part 
Church 


the legends of the Christian 
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with suggesti of antique motives, and 
In part free and significant imitations of 
Sassanidian stuffs with animal and hunt- 
l cene It has not beet possible up 
lo the present time 1 | ite | 
ween tne I i fi 

ide al the ime 
periods in Syria and 
Egypt (Alexandria 

From the fentn 
century on, the Ar: 
bian art spread over 
\nterior Asia t 
outer. territori 
namely, Syria 


kgypt, Sicily, and 
e pecially after the 


twelfth centur\ 


Spain [he pat- 
terns of these ma- 
terials are strictly 


conventionalized, as 
the 
in smaller 


Att older 
but pro- 


portions, and repre- 


ones 


sent especially vege- 


table 


and = animal 


forms arranged in 
rows and interwoven 
with the arabesque 
andgeometrical 
bands 

\t the same time 
1 | Uu- 


in 
1h] 


there began 1 
rope, especially 


Germany, an inde 
pendent activity 
But here also. the FIG 


Sassanidian 


SYRIAN (Tf) 


pat- CADED, PARTLY 
terns were imitated, 


although changed 


by the Byzantine conceptions, but the 
old lion, griffin and other patterns were 
fitted into the Romanesque style with its 
heavy, vigorous forms 


Arabic 
became continually stronger in Cen- 
tral Europe, even after the thirteenth and 
fourteenth centuries: in Spain, Italy, 
on the other side of the Alps as far as the 
Netherlands and the Baltic Sea, Arabic 
stuffs were found. But gradually the Ital- 
lan art liberated itself trrumphantly from 


The influence of the art, how- 


ever 


and 


TROPOLITAN 
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the bondage of the Orient, and assumed 


the leadership after the Arabians in Cen- 


tral and Southern Europe. In the begin- 


ing, the art was chiefly practised by the 
Arabians and there resulted a very charm- 
ing combination of 
Italian grace and 
Oriental conven 
tionalism Then in 
the fifteenth centu- 
ry the Italian tex- 
tile industry became 


wholly independent, 
and gained wide 
extension: the stuffs 


of Genoa and Venice 


were Worn not less 
in Germany, Flan- 
ders and Burgundy 
than in Italy The 
art had no more 
the variety of the 
former century, but 
showed great  per- 
fection within” the 
limits of one fat- 
tern, namely, the 


pomegranate which 
now in 
the 
Variations. 

This development 
is illustrated by the 
stuffs of 
Museum collec- 


appeared 


verse 


most d 


following 
the 
tion 

\ Sassanidian 


SILK DAMASK, BRO- — sixthorseventh cen- 
WITH SILVER tury silk piece may 
CENTURY be considered as 

the most valuable 
It, however, is not in good condition, but 


charm of 

The Mu- 
most fortunate to possess this 
piece, in all Sassanidian art nothing 
has yet been known except a few cliff re- 


several silver ve 


Its 
delicate bluish and reddish tints. 


most effective because of 


1S 
eum Is 
for 


liefs, near Kermanshah 
sels in St. Petersburg and Paris, and per- 


haps a dozen stuff patterns. 


Farther west, in Egypt or Syria, and 
at about the same time as this piece 
(6th-7th c.), originated two ornamental 
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stuffs and the hunters-piece (fig.2). The 
motives Which appear in these: the rider 
hunting lions, the palmetto form, the 
ornament, are 


motives, but 


characteristic Sas- 
the conventional- 


heart 
sanidian 
ization 1s less Imposing and late classical 


forms are united with Oriental, as in the 


drawing of the rider and of the grape leat 


branches The rider stuff, so far as | 
know, is unique of 
its kind in this re- 
spect, that it does 
not repeat the rider 
in the one medallion 
as is the case in the 
other examples in 
Jerlin, London, and 
Nuremburg, but 
preserves the sym- 
metry by repetition 
of the rider, re- 
versed, in neighbor- 
ing medallions of 
the same charac- 
te! 

Among the orna- 
stuffs, fig. 
Strzvgowski 


mental 
4 (lI. 
has recently treated 
there is 
medal- 
the pal- 


in two FIG. 4 
PALMETTES 


TO EIGHTH 


ol these), 

the round 
lion with 

tree 
sizes, the shoulder 
piece (Strzvygowski 
I11, 4), the red stuff 


vellow rhombi Strzv- 


with the pattern 


gowski III, 14), two strips with alterna 
and 


fragments. Six 


ting star circle pattern, and some 


smaller pieces on which 


the story of the birth of Christ is told 
more nearly approach the Coptic stuff 
They differ from these in their better 
drawing, and a technique related to the 
silks,? so that they were probably in 


troduced toward the end of the activity otf 
the Copts at the time when the silk indus 
try was already known (sixth and seventh 


centuries The motives are Byzantine 
lahrbhuch der g hreu Aw ammiungen 
1QOSs 


See Hampe in 


but both Egypt and Byzantium 


considered in 


In 
well 
verse 


pass over several 
pears in somewhat varied form in 
(the Errara Collection 
Museum, Lyons 


CENTI 
Wit 
Ing ¢ 
nant 
the 
Dreg 
| 
hac 
year 
nave 
hur 
1 e 
as 
SE 

1 l 
trary 
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the next 
known in 
d eagles and 


PERSO-SYRIAN 
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SILK MEDALLION WITH ORIENTA 


SEVENTH 
RY 
Ve ( t 
) tne finest 
ot hy iT 
Berlin a Vi 
er has a 
oTrou j ly 
1255 \ ( 
orimlima l 
alti on | 
irly as the I 
| I< ! 
Vel Imp ) 
etil i 
it mav ha 
rie | ( 
1 near l 
¢ 11 {] 


extremel\ 
literature 
vazelles 


centuries The stuff ap 
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may be 


their execution 


effective piece 


which has re 


Brusse 


South Kensington 


and Venice, and has been 
judged most di 
versely) It is call- 


Persian (A 
now oyrian 
(Migeon), now Ital 
ian (Madame Er 


and the date 


ed now 


Cole 


rara 
varies from the ele 
venth to the four 
teenth century 
The Oriental origin 
of the twelfth or 
thirteenth century 
seems to me to be 
beyond doubt and 
Migeon opinion | 


, 
regard to the loca 


t\ the most prop 


| 
ipie 
’ ; 
lhe a ad | 

culty 1 leter I 

ny the orig | 

{ j | 

I i mm Othe 
eV \ i red 
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h become m tiff 1 piece with fl) qualitice evaporated early and left him 
ms wie in the forn the Spanish tite almost entirely without the power of 
which originated abs th ime time fresh invention and without any real 
(fourteent! entut n Spat lil hold upon human feeling, and his late 
later Spat yece Wil tree nd al WOrks appeal like frigid and mannered 
besque first half of fifteenth century echoes of his earlier idea Almost. all 
it differs essentially j harsh choice of Is early works were In water color which 
< from the | lal tufl the ime 1¢ used with un urpassed force and 
period, whi re delicate and bright richness of tone; in his later years he 
r ring ;% ire gracetul in desi! painted more in oil and rarely, if ever 

Of these Italian-Arabian stuffs of the ttaned to a beautiful or expressive 
fourteenth century twe all piece lve quality in that medium ven his sense 

poor idea, especially as they have al for color, so fresh and original in_ the 
most lost their ¢ r charn \t the same earlier work, becomes deadened and it 
ti one must admire the playful grace was 1n his later vears that he discovered 
with which the conventional form of the those weak arrangements of degraded 
inimals is carried out; the stag resting in greens and yellows which obtained such 
the meadow in one, the chained dog and Strange popularity among a certain 
fluttering eagle in the other; and also the section of the British public, and distin 
kill with which the symbolic meaning euished that now carcely credible 
clothes itself in a charming artistic form figure the ‘‘zwsthete One looking now 
representing the soul now in the form of — at the “Lady Lilith’ with tts full blooded 


stag languishing for the sunbeams of 


divine favor, again in that of a dog bound 


to the earth and threatened by danger in 


the form of the flying eagle 
W. \ 
ADY LILITH BY DANTE GABRIEI 
ROSSETTI 
© understand Rossettis extra- 
ordinary influence upon his 
time, We must confine our 
attention to those of his works 
which were executed while the creative 
impulse still inspired and guided his 
hand. In the fifties and sixties of the 
last century, Rossetti created a number 
of designs which, like the poems em- 
bodying the same themes, possess the 
power of moving us bv the intensity and 


strangeness of their passion and the force 
perfection of their 
the “Paolo and Fran- 
Christmas ( 
recovered — the 


concentration 


and construction 
In such designs as 
cesca and. the arol he 
eemed to 
expressiveness, 

energy of those medieval draughtsmen 


whose art he studied, but never imitated 


have direc 


the 


What strikes one in these early works 
is the passionate sincerity of his art 
his intense conviction; but these great 


voluptuous charm and the keen freshness 


and vitality of its color harmonies, can 
but wonder that Rossetti becam«¢ 

sociated in the public mind with the 
tvpe of anemic futility caricatured by 
Punch in the seventies and eighties 
For here Rossetti uses primary colors 


of pure pale warm green, golden brown 
warm 


moniZes 


rose 
them upon a 


and sharp scarlet, and har- 
ground of warm 
white and warm blonde flesh color with 
certain zest and galiety that contradict 
entirely the notion of languid affectation 

[his is, however of the latest 
works in-~ which still showed 


the force of his creative genius. It 


rt 


one 
Rossetti 


has 


already more of the deliberate self-con- 
sciousness, Is already more akin to a 
literary conceit.’ than those earliest 
designs already mentioned, but the old 
fire still burns, he still shows himself 
not only a great colorist but a master 


of condensed and expressive linear com- 
posHion 
The image of Lilith, Adam's first wife, 


according to lalmudic tradition, had a 
peculiar fascination for Rossetti and he 
wove around it some of his mystically 


sensuous conceptions of women [he 
first version of the theme was in an oll 


picture of 1864 repainted with disastrous 


& 
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results in 1872 Then followed two 
versions in water color in 1867 of which 
that executed for Mr. Colbart of | iverpo¢ | 
is generally considered the finer [hi 
is the one now acquired for the Metro- 
back of the 
Rossetti's 
is the following Lad\ 


hair for she 


Museum. On the 
label whereon, in 


politan 
Irame 1S a 
own handwriting 
Lilith, Beware of her fair 
excels All women in the 
And when she twines them round 
neck She will not 
Goéthe” (Sic) 
expression in 
idea. On the 
Version 


magic of her 


LOC ks 


a young mans ever! 
let him go again 

Rossetti himself gave 
favorite 


wate! 


poetry to. thts 
frame of the second color 
was inscribed the sonnet which 
as No 75 of the House of Life, 
heading ‘‘Body’s Beauty’ but 
tain variations which make it fit the 
picture more exactly It 
sufficient interest to 
being itself an admirable 


appears 
under the 
with cer- 
may be there- 
transcribe 
illus- 


fore of 
it here as 
conveved by. the 


tration of the idea 


picture 


Of Adam's first wife Lilith, it is told, 

The witch he loved before the Gift of Eve 

That, ere the Snake's, her sweet tongue could 
deceive 

And her enchanted hair was the first gold 

And still she sits, young while the earth is old 

And subtly of herself contemplative, 

Draws men to watch the bright net she can 
weave 

[ill heart and body and life are in its hold 


Rose, Foxglove, poppy are her flowers; for wher: 
Is he not found, O Lilith, whom shed scent 
And soft-shed fingers and soft sleep shall snare : 
Lo! as that youth's eves burned at thine, so went 
[hy spell through him, and left his straight neck 
bent 
And round his heart one strangling golden hair 
ey 


K STATUE OO} 
HOUDON 


BRONZE COPY Ol 
WASHINGTON BY 


FTER 


steps 


Washington's 
were taken in 


retirement 
Virginia 
to erect a memorial.to him 

and by resolutions adopted by 
the Legislature in June, 1784, the Gover- 
nor was requested to procure a portrait 
statue of the finest marble and _ best 


workmanship. It was left to Thomas 
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Benjamin. Franklin to 
they finally in 
Houdon to 


Jefferson and 
sculptor, and 


Antoine 


4 hoose d 


duced Jean come to 


this country to do the work Houdon 
went to Mount Vernon in October, 1785 
where he stayed for two weeks, and took 
several casts of Washington face, and 
certain measurements of his figure, fi 
ally producing a= standing figure I) 
feet two inches high with a cane in hi 


hand which was placed in the rotunda 


of the capitol at Richmond This statue 
has certain mannerism but, on the 
whole, it 1s perhaps the best representa- 


tion of the face and figure of Washington 


Houdon afterwards made several bust 


from the original mask which are wel 
known, and hi representation supplic 
the popular idea of the appearance of 


Washington 
In 18517 


Virginia 


William Jay Hubard 


sculptor, obtained from the 


State of Virginia the right to take cast 
from the Houdon figure He took two, 
and made some six replicas or copies in 


a public 
said t 

been sold to the North 
Carolina, one to South Carolina, one t 


bronze of which one ts, or Was, In 
square in Richmond; one wa 


have State ot 
St. Louis, and one, not long since, wa 
in the Corcoran Art Gallery in Washing 
ton. Of the replicas, one was offered 


the Citv of New Yorl 


and a Committee wa 


man Vears ago to 


appointed to 


sider the question of its purchass \ 
copy of the report made at the time 

in the New York Public Librar\ Thi 
latter replica was bought for the um of 
ten thousand dollar and presented to 
the City of New Yorl \ Tribute ( 

the Pupils of the Public School lt 
has, at different times, stood in variou 
places, until some years ago it was erected 
near the Soldiers and Sailors’ Monument 
on Riverside’ Parl It now moved 
to the Museum as a permanent loan 
from the City, in order that it iy be 
properly protected fror the weather 


The inscription on the plinth read 
Fait pai Houdon Ciloven 
1788 H /. Hubard Found) Ri 


mond, Va 1Ss5o 
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Cha P 
tSix landscapes, by Hiroshigo; + 
lands ipes, by Kawabata Gyoku 
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LIST OF LOANS 
MAY 20, 1908 TO JUNE 20, 19 
CLASS OBJECT 


(Floor II, Room 20 *Portrait of Jol Angerstein, by Sur 
Thomas Law ren 
Portrait of Master Gregory S 
Sir Thomas Lawren 
Portrait of Mr. Brown of We 7 , 
by Sir Henry Raebur L 
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, Bryson Burr 


( itor of & A r, BAsHFoRD DEean 
4 itor of Metal Work, JounH B K 
Cur f Egypt \ 


Arsert M. Lytucor 
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Curator of Decorative Arts, WiLutiAM R. VaALEeNtTI 
MEMBERSHIP 
BENEFACTORS, who contr te or devise $< 


FELLOWS IN PERPETUITY, wh 


pute 


FELLOWS FOR LIFE, who contribute 1 ,0O 


FELLOWSHIP MEMBERS, 
al contribution of 

INING MEMBERS, whi 
of 


SUSTA 


al contribution 


ANNUAL MEMBERS, wl 1 
tribution of 


PRIVILEGES. 


he following privileges: 


A ticket admitting the membe | 

non-resident friet M i | 

len compl \ rv ticket i Vear for istribut 
each of whi in e bearer € ther Mor 

Frida These tickets 1 eart! ture of 
member 

An invita to a é rece] vive 
Prssans tt the Muse h ; f 


bers are invited. 

A ticket, upon request, to any lecture given by 
Trustees at the Museum 

The Bulletin and a copy of the Annual Report. 
» upon request at the Museum, of all 


ublished by the Museum for general distril 
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The cir lar of for give i I i 
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if 1 l cla ft < ks It « 
PTHE LIBRARY 
The Library, entered from Gallery 15, cont 
Nar f 15,000 volume fi 1 Art ar \ er 
ER r | except S 4 ind ie t 
i ther 
Ox PHOTOGRAPHS.—A <¢ 
mu ical instruments, anc t and n er i 
architecture, and the i strial arts will 
B The Edward D. Adams ection of 
hot i t architecture s iptur Re 
I t f 1 Room 32 
25 PUBLICATIONS 
The putlicati of the Museum, now print 
I r twenty-three. These are for sale tl . 
trance the Museum, and at the head of the main 
taircase. A their supply to Members, see special 
} ‘ ler 
PHOTOGRAPHS ON SALE 
Photographic copie f all objects belonging to the 
Museum, made by the Museum photographer, are « 
ile at the Fifth Avenue entrance. Orders y mall, i 
cluding application for photographs of objects not kept } 


Pa h 


yn Company, a 


by Bros., the Detroit 
i Braun, Cl 


See 


Photographs 
Co., The Els 
Paris, are 


ment 


} } ] 
i1s¢ ale. special leaflet. 


RESTAURANT 


1- A restaurant cated in the basement on the 
le of the ma il Meals are served ala 
of 10 A.M.to 6 P.M. and fable a hote, fr 





, may be addressed to the Assistant Secretary. 
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